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  Abstract：Zhang Geng had devoted himself to the modernization of the art of  
traditional Chinese operas as well as the construction of its aesthetics. However,
 the course had been proved tortuous, for which the core reasons came out to 
 be in what way should the Western theatre aesthetics be understood and employed,
 especially that how should we draw lessons from the Western theatre aesthetics 
which had been represented by Stanislavski System to reform the traditional  
Chinese operas. The attitude of Zhang Geng towards the System was that from  
acceptance with no doubt to being estranged incompletely. Zhang paid much  
attention to the two concepts of "conformity”and "comprehension”. But this  
was the reason that it was difficult for him to step out the dominant language 
















































































































































































































“孩子”连同污水一块泼掉了。这也正是 20 世纪 50 年代中后期张庚一再反省检讨的问题。但由于他仍未摆
脱西方戏剧整一性的话语语境，因此，他的检讨是不到位的。[12]  

































  这段话是 1957 年说的。到了 1990 年他仍是以这种极为宽阔的心胸告诫我们。[13] 这就让我们这些后
来者有了敢于在尊师面前说三道四的勇气。一个真正的思想者是不怕批评的。哪怕他的探索完全是失败的，
但他的失败却成为我们能够接近真理的台阶。  
  也正是从这个意义上，我们应该向张庚先生鞠躬！  
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方法”（见《张庚文录》第二卷，湖南文艺出版社，2003 年，第 279、285 页），但实际上他仍自觉不自觉
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